called, following Jacques Derrida, "hauntology" (Fisher 2014) , or the interrogation of modernity's failed utopian promises. The purportedly post-futurist moment marked by postmodernism, in which imagined futures are pre-determined by the ideological imperatives of market capitalism (Berardi 2011: 18) , has paradoxically generated a proliferation of 21 st -century futurisms: Afro-Futurism, Sino-Futurism, Gulf Futurism, accelerationism, design fiction, climate fiction, and so forth. In The Girl Who Fell to Earth, a version of Gulf Futurism is articulated that distorts and undermines modernity's signature narrative of development and progress, holding up a mirror to its history of broken promises and thereby challenging its imagined foreclosure of possible futures.
Futurist Autobiography
As early as [2007] [2008] , Al-Maria began developing her formulation of Gulf Futurism while still an art student at Goldsmiths, in a blog titled "The Gaze of Sci-Fi Wahabi"
(http://scifiwahabi.blogspot.co.uk/). Through the blog's theoretical essays and autobiographical fragments, Sci-Fi Wahabi (SFW) emerges as the author's alter-ego 2 Al-Maria has described herself as a "doomy" techno-pessimist in interviews in advance of her solo exhibition at the Whitney, "Black Friday" (Frieze, May 3, 2016) . In the context of the artist collective GCC, with which Al-Maria has also been active, Gulf Futurism has been described as "the all-conquering, kitschy modernism, master-planned sprawl and unbridled consumerism of the Gulf in the 1980s and '90s" (Jones 2014: 51) . 3 For this formulation, I am indebted to Svetlana Boym's influential work on cultural memory and nostalgia (2001) . Boym distinguishes between what she calls "restorative" and "reflective" nostalgia, writing, "Reflective nostalgia has a utopian dimension that consists in the exploration of other potentialities and unfulfilled promises of modern happiness" (2001: 342).
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within her larger project: "You see, SFW is in some ways me. She is my gaze. She is a lens through which you can see this project" (2008) . With references to Anglo-American science fiction and French theory, SFW paints a picture of the Arabian Gulf as a region in which " [o] ptimistic futurism has faded into an apocalyptic narrative" and "the boundaries between the real and unreal already exist seamlessly" (2008) . To narrate the dystopian failure of optimistic futurism in which reality is collapsed into Baudrillardean hyperrealism, Al-Maria adopts SFW as a science-fictional persona, a refracted gaze from which to assess the intensifying social and cultural flows blurring the line between fact and fiction. It is significant, though, that SFW is not only a "gaze" or theoretical perspective, but a persona or figure constituted by the forces of rapid modernization. As she explains, "Sci-Fi Wahabi needs an individual to bridge the yawning heterology between cultures, technologies and time. It needs a figure to absorb the networks and translate. It needs a native informant" (2008) . As we will see, the role of the "native informant" testifying to the effects of global modernity in the Gulf is central to Al-Maria's project of articulating the effects of modernization in the Gulf on the level of an individual story.
In interviews, Al-Maria has expressed her "complicated feelings" about the "nativeinformant card," while acknowledging her use of memoir in her writing alongside home video in her art (Frieze, May 3, 2016) . In "The Gaze of Sci-Fi Wahabi." Al-Maria cites the pioneering work of Trinh T. Minh-ha to theorize the role of the "native informant" in challenging hegemonic narratives of modernity. In When The Moon Waxes Red Minh-ha develops a notion of female spectatorship as "modifying frontiers to produce a situated, shifting and contingent difference in which the only constant is the emphasis on the irresistible to-and-fro movement across (sexual and political) boundaries: margins and centers" (Minh-ha 1991: 105) . Al-Maria cites this passage from Minh-ha and specifically emphasizes the role of the "bi-cultural spectator," who, she adds, must cross boundaries not only between "margins and centers," but also, "the real and unreal" (Al-Maria 2008) . The "unreal" perspective of SFW strategically appropriates the role of the "native informant" or "bi-cultural spectator" to destabilize fixed truth claims and cultural allegiances through perpetual movement and the transgression of boundaries. Thus, while Al-Maria's autobiographical writing in The Girl Who Fell to Earth may be considered an example of playing the "native-informant card" in the world-literary marketplace, such an assumption would be to ignore her complicated negotiation of the role of "native informant" in the text itself.
The Girl Who Fell to Earth is published with the subtitle "A Memoir" and the book's copyright disclaimer clearly marks the text as a "work of nonfiction," though with the caveat that the author has "changed the names, identities, and other specifics of individuals who have played a role in my life in order to protect their privacy" (iv).
As theorists of autobiography or life-writing have pointed out, the autobiographical mode can be thought of as a kind of quasi-legal "contact" or "pact," where the identity of the author, the narrator and main character is guaranteed (Lejeune 1988) . Al-Maria seems to uphold this pact, not just to enhance the text's marketability for Western and Arabic-speaking readers (Al-Maria's memoir was published in Arabic translation in 2015), but also to suggest her reliability as a "native informant." As we have seen, this role of "native informant" is by no means straightforward in Al-Maria's writing.
In interviews, The Girl Who Fell to Earth has been referred to as a "fiction-memoir", Up until this point in the text, the memoir has been narrated from an externally focalized third-person perspective. Sophia's father leaves for Qatar, though, a subtle shift in point-of-view occurs, as Sophia's own first-person recollections begin to take center stage, thus invoking the "autobiographical pact" for the reader. When Sophia is five, she receives her first package from her father with a message recorded on video.
In this video, her father stands in front of "a gleaming DeLorean parked under a palm tree" (Al-Maria 2012: 50) and introduces his family to the newly-modernized city of Doha, showing off the lobby of the Doha Sheraton which is described as "a seductive can thus be understood as an aesthetic solution to the problem of the intensified "time-space compression" of postmodernity (Harvey 1990: 284-307) . That is to say, the text seeks to narrate a life in a context in which the traditional divisions of time into past, present and future are no longer sustainable, and to understand what happens to narratives of progress and development, both individual and collective, under these new conditions.
6 Compare Al-Maria's own formulation of the same maneuver in "The Gaze of Sci-Fi Wahabi": "I have also masked her in science fiction in order to create a pure screen of identity in order to 'rearrive' at the place of critical engagement unrecognized and uninhibited" (Al-Maria 2014).
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Auto-ethnographic Hauntology
One of Al-Maria's earliest explorations of material that would find its way into The Girl Who Fell to Earth is a short memoir-essay published in the magazine Bidoun in 2007, "The Way of the Ostrich: Or, How Not to Resist Modernity".
7 Collected in a special issue on the topic of "Failure," the short autobiographical reflection briefly refers to Al-Maria's family history in terms recognizable to readers of The Girl Who Fell to Earth: her nomadic Bedouin family, her father's journey to the Pacific Northwest, and the author's own experiences studying at the American University in Cairo. Here, she recalls her astonishment at discovering an academic monograph on the topic of her family's own Bedouin tribe, written by a researcher who would also turn out to be a professor at the same university. As she writes in "The Way of the Ostrich":
We are a fierce and honorable people, we Al-Murrah, at odds with the world and the desert and the people of the towns. I know this to be true, because I Frangos: The Girl Who Fell to Earth 9 the library, the Bedouin's nomadic desert lifestyle was already permanently disrupted and her family members themselves subject to political persecution.
As she documents throughout the remainder of the essay, the Al-Murrah
Bedouin were, ambivalently incorporated into the Qatari state's own nation-building endeavors which saw the Bedouin tribes as emblems of, as she puts it, "an authentic Hauntology's political horizon is described by Fisher as a refusal of "capitalist realism," a term he has elsewhere used to refer to neoliberal capitalism's sense of itself as "the only viable political and economic system" to which "it is now impossible even to imagine a coherent alternative" (Fisher 2009: 2) . 
Becoming-Alien
In The Girl Who Fell to Earth, the encounter with the author of Nomads of the Nomads: The Al-Murrah Bedouin of the Empty Quarter is framed as one of Sophia's major formative moments, culminating in her desire to be "beamed up" by aliens.
In the memoir, the author of this work has been given the name Dr. Harold Stark, or "Abdul Hayy" (Al-Maria 2012: 249), as he tells Sophia he prefers to be called. Dr. Stark attempts to enlist Sophia as a "native informant" in his anthropological fieldwork, "one who could use a camera and, most importantly, one who was a female" (250), a position she accepts as a summer job during her studies at the American University in
Cairo. This fieldwork brings Sophia to the desert in eastern Sinai between Egypt and
Israel, giving her a glimpse of "Sinai's forgotten dreams" in the form of "half-finished hotels and summer lodges that had been abandoned in the mire of bureaucracy and zoning as the Israeli-Egyptian border passed back and forth over the years" (250).
Here, she will work closely with a Bedouin woman named Kawthar in an attempt to record her oral history. Sophia abruptly cancels this undertaking, however, when she deliberately destroys the videotapes containing the documentary evidence she has collected during her fieldwork-specifically, her interviews with Kawthar. Through this 
. 8 Later, on Mt. Sinai, Sophia experiences her "hysterical desire to be beamed up"
as a "need to reach escape velocity from myself," which she refers to as her "identity crisis" (264). Narrating Sophia's crisis of identity at the end of the text rather than the beginning, the memoir disrupts the conventions of the Bildungsroman, which, in its traditional form, presumes the main character's arrival at a stable identity position as a guarantee of narrative closure. Franco Moretti refers to this convention as the "principle of classification" through which the hero or heroine of the Bildungsroman brings youth to an end by finding a secure position in the "normative culture" of bourgeois society, typified by the marriage plot (Moretti 1987: 7-8) . The ending of Sophia's coming-of-age narrative suggests instead her refusal of any identification other than alien, supported by the text's intertextual reference to David Bowie's character Thomas Jerome Newton in The Man Who Fell to Earth.
9
As I have been suggesting, the critique of progressivist narratives of development in The Girl Who Fell to Earth is nowhere more apparent than in its deviation from the 8 Earlier, Sophia describes filling in her ethnicity as "Other" with the specification "Klingon" on "official documentation" at her American high school (Al-Maria 2012: 199). 9 Al-Maria cleverly sneaks a reference to TJN onto the back cover of The Girl Who Fell to Earth by crediting the copyright holder of the author's photo as "Thomas Jerome Newton." conventions of the traditional Bildungsroman. In her "hysterical desire to be beamed up," Sophia does not so much attain a status of development or education, or even embark on a career as an artist, as much as she rejects all identifications or pathways for development typically associated with the young protagonist of a Bildungsroman.
By narrating Sophia's lack of development, the text emphasizes the multiplicity of choices available to the young protagonist as well as the inadequacy of any stable frame through which to contain those choices in a closed narrative of growing up or 
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human rights" (Esty 2012: 210) . In this sense, it is significant that Sophia "fails" to fulfill the traditional Bildungsroman's requirements of narrative closure while wandering in one of the world's most politically and culturally contested sites, the Sinai desert between Egypt and Israel.
Becoming-alien in this context suggests more than a refusal to accommodate the discourses of identity (ethnic, national, cultural, gendered, sexual, etc.) thematized in many contemporary coming-of-age narratives. Rather, Sophia's identification as alien at the end of the text underscores the insufficiency of national and international discourses of citizenship and identity to guarantee personal or political development.
In the context of a 21 st century memoir of global migration, becoming-alien is at once a literal rejection of the framing of "human rights" as a horizon of intelligibility for the narrative of Bildung, as well as a gesture towards an emergent xenofeminist sensibility.
12
Retro-Futurism
Sophia's narrative of her first encounter with Dr. Stark in The Girl Who Fell to Earth presents a more visceral account of her reaction to discovering his monograph in the library than the one briefly described in "The Way of the Ostrich." Common to the two accounts is Sophia's critical distance from the text's ethnographic gaze, despite its undeniable influence on her:
As with everything else in this corner of the library, the book was written by a white male, was an account of his travels with an untamed people, and was full of fulsome observations and eulogies for a way of life that had no hope of resisting modernity. There was nothing to signify how precious it might actually be to me. (Al-Maria 2012: 248) As Sophia is aware, the framing of uncivilized, pre-modern people with "no hope" in a future of modernization is a construction of Western anthropology. In both 12 There has been a recent turn to speculative accounts of race and ethnicity, particularly in African shooting squirrels with pixel bullets and getting virtual dysentery on a wagon train" (249). Sophia does not at any point in the narrative explicitly cast aside her feeling of being "uninteresting," but I would suggest that the retro-futurist aesthetic is itself a powerful contestation of this sensibility. 13 What could be more "interesting" than 13 Sianne Ngai has described the interesting as "an aesthetic specific to capitalist modernization at the broadest level " (2008: 793) . I would suggest that by not repudiating the feeling of being uninteresting, Sophia does not give into the same aesthetic of global modernity that would demand she serve as a "native informant" for the Western reader of world literature. Instead, the text itself serves as an evidentiary record to refute this assessment.
growing up playing computer games, using email, mobile phones and listening to David Bowie, in a childhood spent in migration between Eastern Washington and the Gulf?
